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There are certain avant-garde Romanian composers who deny the traditional way of making 
music, including that of writing scores. Most of the times, these musicians find their aesthetic 
justification in the return to "archetypes", a concept frequently and enthusiastically quoted 
especially in the 1990s of the last century. Anything can be considered as archetypal: natural 
resonance, a chord, the glissando etc.' From this plethora of archetypes it can be easily deduced that 
not all the Romanian musicians (composers or musicologists) have actually thoroughly assimilated 
the philosophical, psychological, theological and anthropological theories about archetypes, 
formulated worldwide during the last decades. 

The person who has diligently approached the concept of archetype, turning it into a topic of 
debate within the context of Romanian music ever since the 1980's, is composer Corneliu Dan 
Georgescu. He started from Jung's standpoint (that he considered the most appropriate for a just 
transfer to the field of music), and then resorted to his own experience as a musicologist. He noticed 
that folk-type musics are, by their very nature, "products of the unconscious", whose "closeness to 
an archetypal realm cannot be contested".” This opinion came as a result of the author's minute 
research into the field of folklore: either under the form of monographs, like the remarkable volume 


Semnale de bucium (Alphorn Signals) from the cycle entitled Repertoriul pastoral (Pastoral 


' For a comprehensive approach of this topic, see Irinel Anghel, Orientdri, direcții, curente ale muzicii româneşti din a 
doua jumătate a secolului 20 (Orientations, Directions and Trends of Late 20" Century Romanian Music), 
Edit.Muzicala, Bucuresti 1997. 

? Georgescu, Corneliu Dan, Preliminarii la o posibilă teorie asupra arhetipurilor in muzică (Preliminaries to a Possible 
Theory of Archetypes in Music), in Studii de muzicologie, vol. XVII, Bucuresti, Editura Muzicală, 1983, p.107. 


100 


Repertoire), produced at the Institute of Ethnography and Folklore’, or in synthetic studies on 


"atemporal music", melodic systems and the syntactic "flexibility" of folk music. 


C. D. Georgescu defines the musical archetype as 
the primary, fundamental image or representation of an archetype. This ‘primary 
musical image', equally abstract as the archetype according to Jung, ca be 
suggested by means of a symbol (thus not yet exceeding the realm of pure 
abstraction). In a precisely defined "musical language", this ‘primary image" 


would exist in reality through a "2"! degree image", this time a concrete one.” 


After establishing the specific framework of reference and the "social extension" of the 
musical archetype, C. D. Georgescu considers it in relation with the different levels of the work of 
art: in the context of artistic communication, from an aesthetic, typological, mythological or 
symbolic perspective, in terms of the relationship between nature and culture, from the viewpoint of 
"the meaning of art" and from that of the music-psychology binomial. Along with these connections 
with diverse fields of human knowledge, the author insists on the nature of the musical archetypes 
and raises the problem of their "evolution", to then explore the concept more closely, by analyzing 
its components. We will not dwell on details (regarding, for example, the "catalogue of archetypal 
symbols"), but we should note at this point that with this the author is opening a new horizon in 
Romanian musicology, one that he himself embraces and follows in his consecutive studies on 
“Simbolica numerelor” (The Symbolism of Numbers), “Principiul arhitectonic iterativ” (The 
Iterative Architectonic Principle) and Arhetipul "Nasterii" si al "Mortii" (The Archetype of "Birth" 
and "Death")’. These exegetic elaborations, through their argumentative power and richness of 
ideas, throw light on the exclusive field of "archetypal manifestations". 

How does C. D. Georgescu integrate this way of theorizing about musical archetypes with 
his own aesthetic and compositional program? In short, through the "minimalist" character derived 
from a folkloric neo-primitivism. Let us remember that he belongs to a generation of composers 
born between 1935 and 1945, many of whom proposed, in the 7th and 8th decades (and have also 


continued or diversified their pursuits to our days) their own orientations: toward spectral music, 


' Corneliu Dan Georgescu, Repertoriul pastoral. Semnale de bucium, Tipologie muzicald si corpus de melodii (Pastoral 
Repertoire. Alphorn Signals. A Musical Typology and Melody Corpus), Bucuresti, Editura Muzicala, 1987. 

? Corneliu Dan Georgescu, Preliminarii la o posibilă teorie asupra arhetipurilor in muzică (Preliminaries to a Possible 
Theory of Archetypes in Music), p.108. 

3 Idem, Studiul arhetipurilor muzicale (I). Simbolica numerelor (A Study of Musical Archetypes (I). The Symbolism 
of Numbers), in Studii de muzicologie, vol. XX, Bucuresti, Editura Muzicală, 1987, p. 60. Idem, Studiul arhetipurilor 
muzicale (II). Principiul arhitectonic iterativ (A Study of Musical Archetypes (II). The Iterative Architectonic 
Principle), in Muzica, 3/1986, p.12. Arhetipurile muzicale (III). Arhetipul “Naşterii” si al “Morții” (Musical 
Archetypes (II). The Archetype of “Birth” and “Death", in Muzica, 12/1986, p.16. 
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with an emphasis on the original sound, toward meditation, incantatory music, toward extracting 
certain composition principles from the morphology of the Romanian folklore, toward various ways 
of integrating (more or less controlled) aleatoricism, minimalism, instrumental theatre or 
electroacoustic music. Along with C. D. Georgescu *1938), several other names can be mentioned 
here in a fragmentary list: Nicolae Brandus (*1935), Mihai Mitrea-Celarianu (*1935), Ede Terenyi 
(*1935), Nicolae Coman (*1936), Corneliu Cezar (*1937), Irina Odagescu (*1937), Lucian Metianu 
(*1937), Mihai Moldovan (1937-1981), Liviu Glodeanu (1938-1978), Vasile Spatarelu (1938-2005), 
Dieter Acker (*1940), Octavian Nemescu (*1940), Dan Voiculescu (*1940), Dinu Ghezzo (*1941), 
Horatiu Radulescu (1942-2008), Dan Buciu (*1943), Costin Miereanu (*1943), Sabin Pautza 
(*1943), Viorel Munteanu (*1944), Iancu Dumitrescu (*1944), Ulpiu Vlad (*1945). 

Close friends and colleagues, Liviu Glodeanu, Mihai Moldovan and Corneliu Dan Georgescu 
made a programmatic start from the Romanian village music (especially belonging to the 
Transylvania region). They were interested in the "classical" folkloric line of the 20th century 
(Bartok, Stravinski, Messiaen, Enescu), while at the same time having more or less passing contacts 
with the Schoenbergian expressionism, serialism, mathematics, or the textures of the contemporary 
Polish composers. While their creation may be globally defined through a relatively vague 
expression, like the essentialization of the folk music structures, the individual typologies may 
reveal clear-cut stylistic distinctions. Actually, we already have a complete perspective on the 
creations of Glodeanu and Moldovan, sadly due to their premature death, while C. D. Georgescu 
moved to Germany more than 20 years ago. 

To him, a maximum economy of means implies operating with short folk motifs, possibly 
extracted from archaic sources (not only Romanian, but also, for example, alphorn signals). In his 
orchestral piece Motive maramuresene (Maramures Motifs) (1963), the folk quotation is limited to a 
Lydian pentachord, to a motif from Oas etc., while in Jocuri (Plays) (a cycle of 10 symphonic 
pieces, 1962-1980, playing on the ambiguity of the title, with its ludic sense on the one hand, and its 
"folk dance" meaning on the other) he evokes folkloric archetypes of several dances from the Bihor 
and Maramures regions’. It is also from the oral folk creation that the composer extracted other 
techniques, like the ornamentation achieved by simultaneous variants of a basic scheme, or by 
means of a controlled aleatoricism (cassettes with aleatoric notation). Also worth mentioning is a 
certain aesthetic closeness with two other colleagues of the same generation, Octavian Nemescu and 
Corneliu Cezar, which is quite visible, for example, in the electronic piece Studii atemporale 


(Atemporal Studies) (1980), through the ethos suggested by the oriental incantatory practices, but 


l V. Dan Scurtulescu, Corneliu Dan Georgescu, Portrait, in “Muzica”, 11/ 1982, pp. 35-49. 
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also in the underground strata of the Romanian folklore, through the emphasis on "archetypes" as 
simple models (the major chord), on natural sounds or on "cosmic" sounds’. 

Returning to C.D.Georgescu's musicological writing, we cannot refrain from expressing our 
enthusiastic admiration. It has the power to capture the "essence" of the subject under analysis, 
whether it is the archetype, a portrait of a fellow composer, or the structural, aesthetic or 
psychological analysis of some musical work or trend. The musician's outstanding intuition, 
complemented by his vast cultural knowledge, has given rise to memorable pages of Romanian 


musicology. 


'Tbidem. 
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